Introduction
John Fletcher's Tragedie of Bonduca was first presented to a London public by the King's Men sometime in 1613 or 1614 and stands as a record of the change in the status of women in Jacobean England. Not only is Bonduca, the British queen of the Iceni, excluded by her cousin, Caratach, from the decision-making process of leadership, but she is also demoted as military leader and head of her family when Caratach assumes command of Bonduca's army and family, even taking their nephew, Hengo, into his care.
The play's title announces it as a tragedy whereas it actually belongs to the genre of romance. It is a Roman history play, based loosely on the rebellion of Boudica and her tribe against the Roman occupation of Britain in 60-61 AD, but, in a contrast with the historical accounts, this story ends in a reconciliation between Caratach, general of the Britons, and Suetonius, the Roman leader, following a Roman victory. The 'tragedy' of the play refers not to the Britons' military defeat but to the deaths of Bonduca, her two daughters, her nephew Hengo and other British and Roman characters. It is Bonduca's refusal to follow the honourable path of other women, a refusal which nearly ends in national annihilation, which is the real tragedy.
The two intersecting battle lines which separate the Romans from the Britons and the men from the women are represented as the antithesis between masculine Roman order and feminine barbarian chaos, and the play offers its spectators two equivocal messages (I say 'equivocal' because certain of the dialogues seem to express criticism of the dominant view).
Firstly, it is implied that the new British empire under James I is imposing order and civilisation on the conquered peoples of Ireland and America, and on its own Celtic fringes, whereas the very notions of civilisation and barbarity are in fact questioned by the play. The second message apparently implies that female excess leads to the destruction and loss of the family and of the nation, whereas in reality gender roles are aired and opened up to debate.
Bonduca and her two daughters do not conform to the desired image of the perfect woman, which is one of obedience, docility and chastity, and so they are sanctioned. Fletcher's play is quite explicit in dealing with the patriarchal objective of domesticating the rebellious woman. Here the women are portrayed as wild animals and marginal figures that have to be tamed, broken in through violence and rape in order to be re-integrated into the nation. However, Bonduca and her daughters refuse to be domesticated and choose suicide rather than slavery; they may well represent subjects who have got away. This article examines these ideas.
The clearest reference to the role of women is when Caratach shouts at Bonduca for her bad military judgement and tells her to return home:
Caratach.
Why do you offer to command? the divell,
The divell, and his dam too, who bid you Meddle in mens affairs?
Bonduca.
I'll help all.
Caratach.
Home, Home and spin woman, spin, go spin, ye trifle.
Exeunt Queene and Daughters

III. v. 132-5
The dialogue above demonstrates male anxiety over powerful women and shows the male protagonist of the play pushing Bonduca and her two daughters back into the domestic sphere of the home. The reference to the devil and his mother further implies that women who meddle in the public affairs of men are motivated by evil impulses which come from the wild Sadly, Bonduca's widowhood, which had opened the door to her emancipation and power as a woman, raises the proleptic spectre of a nation 182 destabilised by female rule and defenceless against enemy attack. Britain is now a land of lost souls, and this, according to Jodi Mikalachki, would have been Boudica's legacy to Britain if she had been victorious against the Romans. It is also a legacy that left its mark on British history: "the fear of collapsing into such grotesquely feminized savagery is Boadicea's legacy to early English nationalism" (Mikalachki 1998:15) . Such women need to be put down, put back into their place, and in this play naming seems to be a significant factor in this process. For example, Bonduca's name may feature as the title of the play, but it is rarely mentioned. Instead her name is frequently replaced by generic insults such as "woman fool" (III. v. 128).
Bonduca's position of national leader and heroine is further undermined by her presentation as an unnatural mother. She is shown to be harsh and infanticidal when she forces her second daughter to commit 
Swetonius.
Yeeld, and be a Queen still,
A mother, and a friend.
IV. iv. 93-96
Caratach, on the other hand, is represented as a protective maternal figure for Hengo. (Mikalachki 1998:105) .
The appropriation of the maternal role by Caratach effectively reverses the traditional gender identities of the sexes. In this play Bonduca may be the Queen Mother but it is really Caratach who is the king and, like James, "the new loving nourish father" to his people (Orgel 1990:119-39 ).
Catherine Belsey also makes an interesting point when discussing the "recurrent disappearance of mothers from interpretations of the fifth commandment [honour thy father and thy mother]" during the Jacobean period, when the emphasis was laid more on the father as the head of the family and of the state which effectively excluded any authoritative place for wives (Belsey 1985:158) .
However, two points need to be added. Firstly, Bonduca refuses to charge the enemy's lines until she knows where her daughters are and that they are safe . Secondly, Bonduca and the first daughter invoke suicide as the only means to protect their honour from the charge of whoredom (IV. iv. 96-97) and in order to protect them from further rapes (IV. iv. 110-111). With these arguments the second daughter finds the courage to kill herself. Although both Bonduca's and Caratach's roles end in the death of their children, we witness once again the exclusion of women from their maternal role.
In the literary texts of the time those women who did not conform, the ones who refused to be brought into the home, were punished; they were pushed to the margins of society as witches, Amazons or wild animals, where they had to be broken in through violence in order to be re-integrated into the nation through marriage. Those women who did conform to the respectable image of feminine honour displayed an image of obedience, silence and sexual purity, traits which are lacking in both of the daughters in Bonduca because of their rebellion and their having been raped. Unfortunately for them, the chaste and honest woman had to appear to be so, and she herself was responsible for protecting her reputation. Little sympathy is shown for the daughters' having suffered rape and they are shown more as a threat to male control and national security. This is transparently clear when Bonduca's second daughter says to her uncle, Caratach: "We will have vengeance for our rapes" (III. v. 69). To which he replies: "By _____/ You should have kept your legs close then" (III. v. 70).
Accused of implicit compliance, rape victims in the literary texts had only one recourse to prove non-complicity: suicide. At the end of this play Bonduca's first daughter refers to two Roman ladies, Lucretia and Portia, who had killed themselves for this reason (IV. iv. 115-119), after which she too commits suicide. Another reference can be found in Shakespeare's Titus Andronicus, in which Lavinia, who has been raped by Tamora's sons, is unable to commit suicide due to the mutilation of her body, but she still has to die in order to save her honour, and so it is her father who stabs her in the final scene of the play: Bonduca and her daughters feed into the social idea of the disobedient woman as something wild and free that has to be controlled. In
Bonduca we learn that the attempt to tame the female characters has already occurred before the opening of the play; Bonduca has already been flogged by the Romans: "they abus'd me" (I. i. 146), which is the only reference to her historical whipping, and her two daughters have been raped. The reference to the second daughter as "crackt i' th' ring" ( I. ii. 271) may be a reference to her loss of mental balance, but its primary meaning is the loss of her virginity through rape. A 'ring' in early modern English had several meanings, of which two are applicable here: the ring as the female vagina and the ring as the gyrus, a training ring for breaking in horses. Not only has she been "crackt" open by rape but she has also been broken in like a horse.
The notion of rape as a crime is ambiguous in a number of the Jacobean plays. In law it was certainly a crime but in the literary texts of the early modern period rape could prove a man's virility and/or his position of The "injuries" refers to Theseus's rape of the Amazon queen. Their fight and the defeat of Hippolyta through rape seems to symbolise the ritual passage of a female into marriage and thus into womanhood. Traditionally, marriage was seen as domesticating the Amazon woman by integrating her into society (Macdonald 1988:6) . This seems to be the case in a number of 
187
You have had your foul will; make it yet fair with marriage;
Open your self and take me, wed me now.
II. i.18
Following Cotton-Pearse's analysis of this play we can concur with her view that "Merione is a Christianised Lucrece in that she does not contemplate suicide as a remedy for rape" (Cotton-Pearse 1973:163).
Instead she intends to "live a poor recluse Nun" until she dies or "till Their suicides will protect them from Roman 'triumphs', from further rapes and armed conflict, for death is a place "where no Wars come,/ Nor lustful slaves to ravish us" (IV. iv. 110-110). As a rejection of her place as controlled subject, a woman's suicide, as analysed by Catherine Belsey, was "paradoxically, the supreme assertion of both the autonomy of the subject and the sovereignty of the social body" (Belsey 1985:124) . Despite Bonduca's occlusion from the play at the end of Act Four, the playwright's treatment of her is not unsympathetic. Her speech is certainly an enigma within such a written ovation to masculine supremacy. Here I include a part of it. When Suetonius tells her that she "must adore and fear the power of Rome", and that she "cannot scape our strength" (IV. iv. 14- He's ours still, and our friend; laughs at your pities;
And we command him with as easie reins As do our enemies. I feel the poison.
IV. iv. 142-146
Such exchanges stand for allegories of territorial consolidation, unity and national identity as primitive Britain is absorbed, tempered and civilised by the Roman Empire. Caratach's British embrace of the Roman enemy, the coloniser, the other, at the end of the play represents an initiation into civilisation and the construction of a national identity, but its rejection, the position chosen by Bonduca, leads to death or the loss of self-identity in the wilderness.
In this tragedy, just as Bonduca dies, Decius, a Roman commander, enters to announce to Seutonius: "'Tis won, Sir, and the Britains/ All put to th' sword" (IV. iv. 154). The reconciliation in the play only takes place in the final act once the British resistance has been destroyed. If this is an allegory for 'British' imperialism in Ireland and the Americas, can we say that the English nation was really integrating the conquered peoples into 'civilisation' through violent subjugation followed by reconciliation and education, or were they, the English colonisers, themselves the barbarians?
Fletcher's play does seem to question the ethics of conquest and the role of
